In his decline into debauchery, Toulouse-Lautrec (1864-1901) frequented Paris's demi-monde of bars, cafes and music halls with their ambience of abandonment to forced and false physical expressions of gaiety.' These features contrast markedly with the sense ofresignation and forlorn hope expressed in the relaxed stance and aura of weary movement of Toulouse-Lautrec's off-duty women as he met and painted them in the brothels. His representations of them evoke more than sympathy although the artist is clearly at one with them. One senses that he is privy to the tragic, even groteseque, life story behind each painted face. It is dramatic simpatico rather than syrupy simpatia. Nowhere is this better displayed than in the artist's 1894 production Medical Inspection at the Rue des Moulins (fig 54) . The nameless women file sadly past a faceless doctor in an orderly line. Their air is one ofhopeless disinterest and weary resignation. Of all brothel scenes it must be the most fearsome. Clearly, Toulouse-Lautrec could be audacious, not only technically but in his social comment. Figure 55 , An Examination at the Faculty of Medicine was completed by Toulouse-Lautrec shortly before his death in 1901. Durel has recorded many interesting facets on the work. 49 The candidate is the artist's cousin and confidant, Gabriel Tapie de Celeyran, who did in fact present himself for the oral part ofhis thesis examination in 1899. Such occasions called for four adjudicators. On this apochryphal occasion, two are recognisable. On the right is Professor Robert Wurtz, founder of the Medical School, who was a bacteriologist and hygienist. But it is the central character who is of special interest to us. After the kind of thoroughly detailed research for which he has long been renowned, Durel leaves us in no doubt that it is none other than the renowned syphilogist, Alfred Fournier (1832-1914). The square head and the moustache overhanging a small mouth are telling features.
Those of us who have in our time been candidates and examiners at professional examinations will no doubt agree that Toulouse-Lautrec's use of colours-the harmonies ofgreens and blacks with the violent red-reminds us unmistakably of the atmosphere associated with a viva voce. ("dada" is Slavonic for "yes", "yes" to life).' Robert Hughes in his recent television series characterised him as a "master of radical sourness".5' Grosz saw no good anywhere in his early days. He mellowed with age and was honest enough to call his 1946 autobiography, in German, "A little 'Yes' and a big 'No"'. In the first quarter of the 20th century, Grosz saw corruption all around him and found it frequently associated with greed and wicked militarism. Evil of all kinds stalked the bars, the brothels and the battlefields. He drew prostitutes as harbingers of degradation and disease (fig 58) . While none of his work has been found to specify syphilis, his harsh social comments are certainly germane to the prevalence of venereal diseases at the time; between 10% and 12% of big city dwellers in Europe had positive blood tests for syphilis. Whether Grosz's endeavours did anything to prompt women to assert themselves or reformers to liberalise attitudes to venereal disease in Europe and America, where his work circulated widely, is a matter for speculation. Grosz's work is often exquisitely, even gently, executed and then in a way more brilliantly expresses his fiercely vindictive hatred of man's, and woman s inhumanity to man.
There were of course other schools of thought in the art world. One of the prolific contenders for leadership of the 19th century's young Expressionist movement was the Norwegian artist, Eduard Munch We are a long way now from the contenting, intellectualising needed for an appreciation of van Veen's Allegory of Indiscreet Youth. Here we are involved with the artist. Munch the Expressionist has engendered in us what every Expressionist painter seeks in a viewer-a feeling of "inner tension". It may be no more than a mood of helpless, tight-lipped compassion, but our arrest is complete and we know it is inescapable. If Munch's call for compassion rather than condemnation shows him to be ahead of public sentiment, that cannot be said of our next artist. He was very much a man of his time for all of his time.
The Spaniard, Pablo Picasso (1881-1973), completed his first Cubist painting as early as the spring of 1907. His friends thought little of it and it lay in limbo for many years. It was nearly 2-5 metres square and called Les Demoiselles d 'Avignon (fig 61) . The scene is a brothel parlour in Carre (street) d'Avignon in Barcelona near Picasso's student home. Lautrec. Nor do they demonstrate the simple ritual dignity ofPaul Gaugin's South Sea island prostitutes in his Ta Matete (The Market) of 1892. Picasso's prostitutes present themselves as women of consequence-vital, assertive and perhaps to some, even frightening. They disturb us quite differently from those of any other artist and they do it so purposely that we are conscious of their power.
Some say Picasso was afraid of women but there is much in his life story to contradict this view. Was he perhaps afraid of something more sinister?
Some clue to the truth of Picasso's thinking can be found in the trials that preceded the production of Les Demoiselles d'Avignon. Picasso made no less than seventeen preliminary sketches and three well filled out studies. The third of these studies (fig 62) shows the prostitutes grouped around a centrally seated sailor rolling a cigarette. On our left is a medical student holding a skull-a Spanish symbol of mortality. (In some of the original drawings the figure on the left is a self-portrait.) The normal rounded configuration of the prostitutes makes them appear much less aloof, indifferent, remote and judgemental than those in the final version. There is no disturbing stare or coquettish look. We are not frightened, titillated or invited. In the presence of this preliminary work we are more spectators or, at most, voyeurs. If we have any sense of apprehension it comes only from Picasso's title, The Wages of Sin. Clearly this sketch is an allegory of syphilis. He feared the disease rather than the women.5' 554
The early part of the 20th century showed dramatic advances in the diagnosis and treatment of syphilis. Its causative organism, the treponema pallidum, was discovered in 1905 and the Wassermann blood test for the disease in the following year. In 1910 Ehrlich and Hata's research produced its 606th arsenical compound, salvasan. It was to revolutionise therapy.
In 1913 devoted its 606th edition entirely to a collection of cartoons concerning syphilis.55 For the first time since the 18th century people laughed at the disease, not with bravado out of fear, but from hope born of understanding. The 20th century cartoonists, in contrast to their predecessors, used humour and laughter to cathartic effect. The media had launched the new era of public education by entertainment.
The first example from L'assiette au beurre (fig 63) mocks the public view that treponemes are everywhere. It was a pertinent comment since screening of Parisians with the new blood test had found 10% to be positive. Thus one small boy finds it necessary to reassure his inquisitive friend that the newly discovered organism is not the cause ofanother common consequence of sex, pregnancy.
A victim of science (fig 64) shows that salvasan was not welcomed by everybody. The pharmacist is asked by his friend "How's business?", to which the dejected pharmacist replies, "Let's not talk about it; 606 has killed the sale of condoms". Little wonder that German students ofthe time were lustily singing in their beer halls56: sexually transmitted diseases-genital herpes and warts, chlamydial infection and the increasingly ubiquitous and life-threatening carcinoma of the cervix? Well, yes. But all this could change dramatically if non-treponicidal drugs were to be introduced and widely applied as treatment for gonococcal and/or chlamydial infections. Then, as only rarely today, genitoirinary physicians and medically orientated gynaecologists would again be confronted with the fact that some 25% of primary syphilitic sores in women occur on or in the cervix. 57 But perhaps I too readily anticipate tomorrow's history.
In conclusion, artists have throughout the centuries recorded men's fears, foibles and follies in relation to syphilis. By holding up a mirror, artists have offered an opportunity to men and women to reflect on their attitudes and behaviour. Changes have been slow, intermittent, marginal, unsustained and reversible.
The future, it seems, offers nothing more certain.
